I Bernini's Image of the Ideal Christian Monarch

IRVING LAVIN
My purpose in this paper is to consider three celebrated ruler portraits by Bernini in a context to which they have never been referred but which, in my view, is essential to an understanding of their form and meaning. While following traditional types, in each case Bernini introduced fundamental changes that resulted in three of the most powerful and innovative images of secular leadership in the history of European art. 1 The works in question are the bust of 3). The equestrian group was sent to Paris years after Bernini's death, when it met with very hostile response; finally, transformed into a portrayal of Marcus Curtius hurling himself into a fiery abyss to save his people, it was installed in the garden of Versailles. 2 (There it remained until, in 1980, the tricentennial of Bernini's death, it was brutally mutilated in an act of cultural terrorism. Cleaned and restored, it has now been installed in a new sculpture museum in the Grandes Ecuries at Versailles.) The context in which I believe these works should be understood is the great tradition of early modern political theory and practice which since the pioneering studies of Friedrich Meinecke and Rodolfo De Mattei has come to be known as anti-Macbiavellianism. 3 The movement began towards the middle of the sixteenth century in response to Machiavelli's devastating critique of traditional Christian political theory. The intent was to counter Machiavelli's drastically amoral realpolitik with a kind of ideal realpolitik-retaining, often even reviving essential elements of Scholastic ideology, but revised so as to make allowances for the sometimes unpleasant necessities of practical political action on which Machiavelli had insisted. Among the main proponents, particularly in Spain, were the Jesuits, who sought to provide an alternative to Machiavelli's model of cynical unscrupulousness in the worldly arena of statecraft. From the latter part of the sixteenth century on, a veritable flood of anti-Machiavellian literature defended the relevance of Christian moral principles not only to utopian visions of domestic rule and foreign diplomacy but also to practical and successful statesmanship. The key argument in this new 'reason of state' was that the best form of government, monarchy, while responsible ultimately to God, was based on the consent of the people; that the power of the ruler derived practically from bis reputation; and that his reputation in tum depended on his exercise of virtue. 4 I am concerned here with a particular current within this river of counterreformatory Christian political thought, which I should call the theory of the prince-hero. 5 The theory defined the relation between morality and political power in such a way as to create a new, modem version of the old notion of the ideal Christian ruler. The Jesuits were also important, if not exclusive, tributaries to this current, and I suspect that, although Bernini modified it in a subtle but portentous way, the theory of the prince-hero was the tertium quid that linked the artist to the Jesuits in the secular sphere. 6 The bust of Francesco d'Este ( fig. 21 .1) follows a typology -the armoured military figure with the torso enveloped by drapery -that had been developed from ancient models in the sixteenth and was quite common by the midseventeenth century ( fig. 21 .4). 7 With respect to such predecessors, however, the proportions of the bust have been broadened to the point that the width actually exceeds the height. The head is relatively small so that the ample, tightly curled tresses of hair and the huge torso give an impression of overwhelming mass and grandeur. The bead is turned markedly to the right while the body is turned in the opposite direction, with the right shoulder forward and the left back. The sitter's attention seems to have been caught by some distant vision, towards which he turns in a pervasive and spontaneous movement. Of special concern here is the treatment of the drapery, which envelops the body and creates an uncanny illusion, or rather series of illusions. No cut edges, only folds are visible along the lower silhouette, and from the right shoulder down across the chest, the drapery jg pulled tight and knotted at the lower left; as a result, the body does not appear cut off but wrapped, Christo-like, as a self-sufficient object. The folds are shaped in such a way, however, that one senses beneath the drapery the familiar form of a bust portrait with arms amputated above the elbow and torso rounded at the bottom. Finally, at the left arm and shoulder the drapery edge flares up as if caught by a rising draft of air. We are confronted not by Francesco d'Este but by a bust of Francesco, wafted aloft in and by a protective mantle. An eighteenthcentury French visitor to Modena aptly described the bust as seeming to float in the air ('il semble flotter en l'air' ). 8 Bernini has, in fact, assimilated the traditionally draped torso to an entirely different, specifically honorific tradition associated with Roman bust portraiture.
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The figure is placed against a cloth of honour, the so-called parapetasma, often held up by personifications of victory or winged putti ( fig. 21 .5). 9 The device served in the ancient ancestor cult to suggest the heavenly sublimation of the soul of the deceased. Bernini bad adapted this motif in the 1630s and 1640s for a number of memorials, activating the hanging cloth into a billowing emblem of transience ( fig. 21.6 ).
Bernini thus revived the classical imagery of apotheosis, but in the d' Este portrait he gave both the bust and the drapery a physical substance and function they bad never had before. Nor are the bust and drapery separate and distinct elements; instead, they are bound together -literally, it seems -as one coherent form that conveys in a single dramatic act the exalted status of the sitter. The portrait of Francesco presents the ancient theme of deification in a new guise; it ennobles the individual, raising him not only to a higher level of significance but to a higher level of existence. It represents the idea of a hero, in the original, Bernini' s Image of the Ideal Christian Monarch 449 21.6 . Bernini, cenotaph of Suor Maria Raggi, Santa Maria sopra Minerva, Rome. Photo courtesy of Istituto Centrale per ii Catalogo et la Documentazione, Rome E54086. classical sense of the term. Explicitly acknowledging that it is the simulacrum of a man, the bust proclaims that the man portrayed partakes of the divine.
It is in this context that the anti-Machiavellian concept of the prince-hero becomes relevant to our subject. The concept arose, I believe, in response to a dilemma posed by the two fundamental yet seemingly incompatible political tenets of Catholicism: the spiritual power of the absolute monarch derived ultimately from God, but his effective power derived ultimately from the consent of bis subjects. The key to the reconciliation of these opposing claims lay in the practice of virtue, which had been central to Machiavelli's philosophy as well. The anti-Machiavellians, however, transformed his interpretation from something approaching virtuosity, or cleverness, into a politicized equivalent of the traditional Christian virtues, especially the cardinal virtues of prudence, fortitude, justice, and temperance. By practising the virtues the ruler acquired the reputation that earned for him popular support; and it was through his exercise of the virtues that his contact with the divine was established and maintained. The paradoxical merger of the human and divine was embodied in the prince-hero. This hybrid -indeed, it was sometimes hyphenated -concept was a specific revival and adaptation of the classical demigod, half human, half divine, whose superhuman virtues merited the noble name of 'hero.' The development in the secular sphere had a close and surely related religious corollary in the theological principle of heroic virtue, an essential factor in the process of canonizing saints, first introduced in 1602 and elaborately formulated later in the century. 10 The theory of the prince-hero seems first to have been articulated in a clear and deliberate way around the middle of the sixteenth century by the well-known Ferrarese poet, historian, and political theorist, Giovanni Battista Pigna. Pigna was secretary to Prince Alfonso II d'Este, duke of Ferrara, professor at the university of Ferrara, and official historian of the d'Este family. Pigna was virtually possessed by the idea of the hero, about which he published two works in 1561, a treatise, fl principe, dedicated to Duke Emanuele Filiberto of Savoy but written for Alfonso II of Ferrara, and an epic poem entitled Gli heroici, dedicated to Alfonso; and in 1570 a massive history of the d'Este princes. LI In effect, Pigna combined two distinct but related traditions, that of the divine right of kings, one of many aspects of medieval thought revived in the Counter Reformation, and that of the sacral rulership of antiquity enshrined in the hero as a demigod.
Pigna brought about this merger through a series of arguments that were equally novel. Among the hosts of angels those that served as guardians of princes belong to a higher order than those that guide ordinary men. 12 The heroic prince is so plainly blessed with the theological virtues that he may more properly be called divine than others who possess these virtues. Princes are given more divine guidance than ordinary men because they are more important, and they are more important because others depend on them. This last point is the key to Pigna's position: the divine nature of the prince derives from his duty and purpose, namely, to reach perfection and to enable bis subjects to reach perfection, through participation in the political life. The prince is given sovereignty over others in order that he may be able to dedicate himself completely to eradicating evil and introducing goodness among the people. In the ideal prince the heroic nature surpasses the human. The goal of the prince is not to enlarge the state but to ensure that his people live virtuously. The sacral nature of sovereignty was thus adapted to the moral and religious justification of the active life.
lt should be emphasized that the issue was not merely one of abstract speculation or literary metaphor, but one with immediate, concrete significance for Pigna. His history of the d'Este, which gave rise to a veritable orgy of genealogical portraiture in the ducal palace at Ferrara illustrating the antiquity of the ancestral line, was specifically intended to establish the family's claim to dynastic precedence over the Medici -a dispute of serious contemporary political importance. 13 The subject also had broad implications for European political theory because the question of the role of the papacy in the affairs of state was involved. If the king's power derived directly from God, then the pope had no role as intermediary between the terrestrial and the celestial realms. If, instead, the king governs by the consent of the people, then his powers are only indirectly ordained and he is answerable to the higher authority of Christ's vicar on earth. Although Pigna was not himself a Jesuit, he was important in our context because his views were taken up and developed by a Modenese member of the order named Domenico Gamberti, who published a massive account of a huge catafalque erected in the church of Sant' Agostino in Modena for the funeral on 2 April 1659 of Duke Francesco. 14 Gamberti used Pigna's history of the d ' Este for the elaborate and comprehensive genealogy of the family to which much of the decoration of the catafalque was devoted, as well as for the eulogy of Francesco. Gamberti was intent upon applying Pigna's generalized definition of the heroic prince to Francesco, and in doing so he also specified and developed the theory itself. Gamberti develops at some length the traditional metaphor identifying the hero, and hence the ruler, with the sun. The prince-hero is repeatedly likened to the sun, his nobility with regard to his subjects resembling the nobility of the sun with respect to the planets. Gamberti also uses other suggestive metaphors such as that of a simulacrum resembling its divine sculptor and that of a small world. 15 He takes idea very seriously, following Plato's definition of it as a djvine model, and the prince is indeed a model to all others. 16 Gamberti is also careful to define the hero, citing Lucian's apodeictic formulation, as one who is neither man nor god, but both at once ('Heros est qui neque homo est, neque Deus, et simul utrumque est'). 17 The idea of a perfect prince-hero is fulfilled in Francesco because he unites all the requisite virtues in a harmonious chorus. 18 Basing himself on Thomas Aquinas (the most important of the Scholastic sources to which the anti-Machiavellian thinkers of the Counter Reformation returned), Gamberti divides the competencies of the prince-hero into two spheres, the civil and the military, in both of which the primary virtues are the four cardinal virtues, prudence, fortitude, justice, and temperance. 19 Gamberti is particularly interesting for the way in which he effectively reconciles the hereditary rights of the prince with the definition of the status of the prince-hero in terms of virtue. Especially significant is Gamberti's understanding of nobility, which, while based on family lineage, is also intimately bound to virtue. He argues that nobility derives not merely from ancient ancestry, as is popularly imagined, but also from virtue. 20 He alone is noble who inherits the virtues of his forebears , and the highest nobility springs from the antiquity of the family and the virtues inherited. 21 This theme provided the basic program of the funeral decorations designed by the architect Gaspare Vigarani, who had by the time of the funeral moved to Paris, where he later built the Salle des Machines in the Tuileries; he was succeeded as theatre architect to Louis XIV by his son, Carlo, whom Bernifil met on his visit to Paris in 1665. 22 The decorations comprised the two sides of the nave, the fa\:ade, and the catafalque itself and included, in addition to depictions of the major events in the duke's life and his achievements, portrayals of his ancestors organized according to the virtues they represented and transmitted to the duke. This treatment Gamberti himself described as a 'retrospective idea' of the prince-hero, 23 thus incorporating the past in the present as the link in the union of the divine and the human, nobility with virtue.
Gamberti's work was published years after Bernini's portrait was made, but he illustrated the bust as the frontispiece and in such a way as to suggest that it was the commemorative sculptural equivalent of his subject (fig. 21.7): an allegorical figure actually inscribes the title of the work on the pedestal as an emblem of the Christian ruler's victory over death. 24 Although there is no reason to suppose that the two men ever met, the link between them is also evident from the fact that the rearing equestrian figures of Francesco d' Este's ancestors shown on the catafalque with paired spiral columns ( fig. 21 .8) strikingly anticipate Bernini's project for the equestrian monument of Louis XIV. We know that Bernini was asked to provide a model for an equestrian monument of Francesco shortly after the duke's death. 25 
Bernini's bust of Francesco I d'Este. Engraving from Domenico Gamberti,
L'idea di un prencipe et eroe christiano (1659), frontispiece.
In part, however, the community of thought between Gamberti and Bernini was probably based on a common source. One likely possibility was Tarquinio Galluzzi, a distinguished professor of rh~toric at the Jesuit college in Rome, the Collegio Romano, in the first half of the seventeenth century, whom Bernini must have known well. 26 (Galluzzi delivered the funeral oration for Robert Bellarmine, for whose tomb in the Gesu Bernini executed his famous portrait bust, the ima~e of fervid devotion.) Galluzzi was a seminal figure in the development of Jesuit drama. He wrote several important tragedies in the classical style on Christian subjects, as well as theoretical treatises and commentaries. In a lengthy commentary on Aristotle's Nicomachean Ethics he cites the passage in the Politics (ill.xiv.11 .14) that may be the ultimate source of the idea of the prince-hero: here Aristotle describes the earliest phase of monarchy, which was the age of heroes when there were gods among men, whom they ruled by common consent. 27 Bernini's projects for the Modenese court, which besides the bust and equestrian portraits of Francesco included plans for refurbishing the ducal palace, profoundly affected the precisely analogous works be undertook for Louis XIV. 28 The bust of the king ( fig. 21 .2) resoundingly echoes that of Francesco, but carries its innovations a significant step fu1ther -and not simply because fifteen years had passed but also because Louis XIV was not a duke but Le Roi Soleil. The differences are profound. The vigorous sideward turn of the head and eyes has a distinct upward cast suggestive not of arrogance but of an ardently inspired and noble hauteur. The ebullient perruque engulfs the face in an aureole of loose, twisting, and lambent curls, highlighted by deep undercutting and flickers of drillwork, that cascade 'earthward' in a coruscating flood. These changes serve to assimilate the features of Louis to those commonly associated with the greatest of the ancient monarchs, Alexander, whose pathetic expression and 'leonine mane' had in turn been assimilated to the fiery-locked sun god Helios ( fig. 21.9 ). The resemblance to Alexander was remarked by contemporary viewers and emphasized by Bernini himself. The bust now includes an implicit lower right arm that bends back across the torso, counteracting the forward thrust of the shoulder. The model for this vigorous contrapposto was again Alexander, whose portrait by Giulio Romano Bernini evidently adapted to his purpose ( fig. 21.10) . The lower edge of the torso is now completely dissimulated by the drapery and no trace of the conventional bust form remains, so that the body and arms seem to continue in the mind's eye -not the image of Louis but Louis himself. 29 At the same time, the drapery now flows to one side as if it were truly a magic carpet bearing the living figure forward and upward. 30 This last, and ultimate, illusion must be understood in relation to the equally extraordinary pedestal Bernini intended for the work but never carried out. The bust would have rested on a 21.9. Helios, denarius of Vespasian. Photo courtesy of the British Museum, London.
terrestrial globe of gilded and enamelled copper, bearing the ingenious inscription PICCIOLA BASA, 'small base' ; the globe in turn would have rested on a copper drapery emblazoned with military trophies and virtues -these last, no doubt, a specific reference to the attributes of the prince-hero; and the whole was to be set on a platform.
In part, Bernini invoked an ancient type of portrait bust mounted on a (celestial) globe to suggest apotheosis. He must particularly have had in mind a splendid bust monument of the emperor Claudius that included a base with a globe and a panoply of military spoils ( fig. 21.11) ; in the mid-seventeenth century the ancient bust and base bad been placed on a sculptured platform, as well.
3 1 I am convinced, however, that Bernini's chief purpose was to create in his portrait of the king what might be called a living analogue of the ubiquitous device that Louis bad adopted two years before, in 1662, as bis personal emblem and which bad become practically synonymous with his name ( fig. 21.12 ). The device showed the sun as a radiant face, floating high above the clouds and a spherical earth, with the motto NEC PLURIBUS IMPAR, 'not unequal to man¥' The conceit and image seem to have originated in a book of 'ethico-political' emblems, first published in 1619, in one of which ( fig. 21.13 ) the sun dispelling the clouds around the earth 'illuminates everything with its rays,' the motto derived from Claudian's panegyric on the emperor Honorius; so, the explanation goes, the majesty of a king might expand his radiance so far as to be recognized by everyone. 32 Louis's motto, however, was the subject of heated geopolitical controversy. Its meaning -that the king, like the sun, is capable of 'illuminating' more than one empire -was explained by Louis XIV himself in his memoirs and by one of the outstanding French Jesuits of the day, Claude-Fran~ois Menestrier.
Menestrier wrote many works on numismatics, heraldry, emblematics, funeral ceremonies, and all sorts of public spectacles including fireworks. In 1679 he published a whole book on the king's device, La devise du roy justifiee, which is of fundamental importance for an understanding of its true implications and, by extension, those of Bernini's portrait. The tract was intended to counter a statement by an earlier writer that the device had been employed by Philip II of Spain in reference to the Spanish conquest of the New World. 33 Menestrier showed conclusively that this prior use was a pure fabrication. There can be no doubt, however, that the device invented for Louis XIV was indeed a response to the long familiar Habsburg emblem of two columns symbolic of the pillars Hercules erected at the end of the earth, with the inscription NON PLUS ULTRA, 'not (or nothing) beyond.' The emblem might refer either to an unsurpassable achievement, physical or spiritual, or to a limitation imposed by prudence; for the Habsburgs, the device also connoted the geographical extent of the empire. Louis replaced the Habsburg boast to rule to the limits of the known world by his claim that his power radiated beyond his own domain. This implication, and hence the motivation for Louis's device, can have originated in only one context, that of the Peace of the Pyrenees of 1659, by which the power of Habsburg Spain was broken and peace between the two ancient enemies was established. Spain ceded large territories to France; the boundary between the two countries was drawn; Louis's marriage to Maria Teresa of Austria, daughter of Philip IV, joining the two families, was arranged; and Louis agreed not to pursue his expansionist design beyond the Pyrenees. In countless eulogies, Louis was hailed as the harbinger of peace, and his success in this respect was specifically attributed to his having voluntarily refrained from a war in which, had he pursued it, he would have conquered even Spain and its possessions. This noble self-control is suggested in Bernini's portrait by the action of Louis's right arm, bent back in a commanding gesture of restraint. The bust-monument incorporates the apotheosis of the prince-hero in the 'disembodied' image of the king floating on drapery above a globe labelled PICCIOLA BASA, just as in Louis's emblem the sun floats over clouds above an earth that is, in effect, much smaller than it might be. The historical concatenation of these observations is evident from the fact that in another work Menestrier speaks specifically of Louis's heroic virtues precisely in the context of explaining the NEC PLURIBUS IMPAR emblem; and he was intimately familiar with Garnberti's work, from which he quotes at length.
Bernini's debt to the anti-Machiavellian prince-hero, to Menestrier, and to the emblematics of Louis XIV is most emphatically and most spectacularly displayed in his equestrian portrait of the king ( fig. 21.3) . The work departs as radically from its predecessors as had the bust monument. In the portrait bust, as in that of Francesco I, the ruler is portrayed without any allegorical paraphernalia: the king is shown wearing his own -not classical -armour, and his own Venetian lace collar, in an action that looked to one observer as if he were about to issue a command. 35 All this was changed in the equestrian monument, where Louis was shown in antique guise, austerely unadorned; his features, as we know from the sources, are utterly transfigured into those of a radiantly smiling, Alexandrine youth; he grasps his baton as an emblem of power, but not in a gesture of command. The work is, moreover, the first monumental free-standing marble statue of an equestrian on a rearing horse since antiquity. It is also well over life-size and is carved from a single block, reputedly the largest such monolithic sculpture since antiquity. It is thus heroic in scale as well as technique.
The full import of Bernini's sculpture becomes apparent only when one understands the context in which it was to be seen. It was to have been placed not on a traditional architectural base, but atop a rocky peak, supported by a swirl of windblown flags symbolizing the conquest of the summit (figs 21.15, 21.18, 21.20). Like the drapery of Louis's bust, the unfurling banners would seem to bear the portrait aloft. In fact, one realizes that the equestrian monument was also in its way a living re-creation of the king's personal emblem, the flags substituting for the clouds as mediators between the earth below and the sun above. In addition, two monumental spiral columns recalling both the pillars of Hercules and the triumphal Roman columns of Trajan and Marcus Aurelius were to have flanked the sculpture, which would have borne the inscription NON PLUS ULTRA (cf. fig. 21.16) . 36 Here the reference to the Habsburg device -NON PLUS ULTRA with paired columns -is explicit and complete, and the message is obvious. Having reached the summit of glory, Louis stops and goes no further.
In this case, we know Bernini's specific source. In 1660 a lavish celebration was held at Lyon for the Peace of the Pyrenees and the marriage of Louis to Maria Teresa of Austria, which joined the two monarchies. The political implications of the event were epitomized in one of the temporary structures erected at strategic points throughout the city. A personification of war, Bellona, stood on a pile of military spoils that bore the inscription NON ULTRA, between two columns to which her arms are bound by chains ( fig. 21.17) . 37 One column was decorated with the emblem of France, the other with those of Le6n and Castile, and the whole was placed atop a craggy two-peaked mass refen-ing to the Pyrenees. The Jesuit Menestrier, who was a native of Lyon and published a lengthy description of the celebrations, may well have been responsible for the allegory. He provides 21.16. Georg Wilhelm Vestner, medal of Charles VI, 1717. Photo courtesy of the American Numismatic Society, New York.
an explanation which, along with the image itself, must have affected Berninj deeply:
It is often desirable for the glory of heroes that they themselves voluntarily put limits on their designs before Time or Death does so of necessity .. . The grand example [of Hercules, who raised the columns, then stopped to rest after his victories,] makes all the world admire the moderation of our monarch, who, having more ardour and courage than any of the heroes of ancient Greece and Rome, knew how to restrain his generous movements in the midst of success and victories and place voluntary limits on his fortune ... The trophy that will render him glorious in the history of all time will be the knowledge that this young conqueror preferred the repose of his people to the advantages of his glory and sacrificed his interests to the tranquillity of his subjects. 38 Menestrier's emblem helps to explain several important points concerning Bernini's conception of the equestrian portrait in particular and of the nature of kingship generally. With regard to the first point, we have a remarkable statement by the artist himself describing the meaning, quite unprecedented in the history of equestrian portraiture, he intended the work to convey. He said: 21 Menestrier's comment on the emblem at Lyon explains why Bernini did not show Louis commanding his troops, for while the sculpture is a portrait of a soldier it is ultimately an image of peace. In this way, too, may be understood Bernini's emphasis on the 'privations,' the 'terrible labours,' the 'lamentable strain,' and the 'cost of blood' Louis suffered for his greatness. Bernini, in effect, universalized Menestrier's thought; the Pyrenees became the mountain of virtue, and territorial containment became victory over the self, the ultimate achievement of the true hero. 40 He thus managed to incorporate both meanings of the non plus ultra I Pillars of Hercules tradition, expressing Louis's attainment of the extreme limit of glory through victories achieved at great self-sacrifice. The essence of Bernini's conceit lies in the poignant irony of the great hero reaching the heights of spiritual triumph by limiting ea1thly ambition. The equestrian monument becomes thereby a vision not only of military but of moral force, a vehicle not only of political but also of ethical precept. Bernini 's image, above all, is that of potentially overwhelming power held in firm and benign restraint.
I hope it will have become clear that Bernini was profoundly indebted to the vital, predominantly Jesuit tradition of moral statesmanship represented by the anti-Machiavellian movement, to the idea of the prince-hero, and to Menestrier' s explanations of the emblematic imagery of Louis XIV. The extent, but also the limit, of Jesuit involvement in the development of Bernini's ideas on the subject, and the political significance the order itself attached to the equestrian monument, may be gauged from a letter of great subtlety and perspicuity written by Bernini's good friend Gian Paolo Oliva, superior general of the Jesuit order. Oliva had been instrumental in persuading Bernini to undertake the trip to Paris in the first place, and in 1673, having recently seen the sculpture in Rome, he wrote to his Jesuit cohort in Paris, Jean Ferrier, who had earlier assumed the critical post of confessor to the king. Oliva encapsulates the self-sacrificial theory of rulership, and turns it specifically to the struggle against heresy, notably the Jansenist movement then much in vogue at the French court, and the Turkish menace. 41 Oliva was also preacher to the pope, and his remarks suggest that Bernini's visit to Paris may itself have been part of Alexander VII's strategy to enlist the king's support in the face of these threats to the church: I congratulate the city of Paris, which will soon admire in its most famous place a monument of which none better may be seen or will be seen in Europe, for the object it represents and for the art with which it is portrayed. The acclaimed miracle lacks nothing except the crown on the bead of the Prince it represents. Of the two crowns we venerate in commanders, that of glory was given to the king by the birth that revealed him to the world as Prince of so many lands; the other of laurel is offered to him by so many heretical places expunged by his sword. There remains the last, of olive, most glorious of all and desired by all, in which the king is ringed by the universal peace among faithful princes; it alone remains to add to his praises, nor can there be greater decoration for his splendour. Such a garland is not worked by tools, hence the Cavalier bas not placed it on the portrait's bead, and only a King loaded with so many trophies may assume it by overcoming himself after having overcome the enemies of the faith ... It is yow-responsibility to offer with the holiness of your counsels to such a potent King the branches of a crown that with God and the Good takes precedence over any diadem .. .' 42 In one important respect, however, I believe Bernini went beyond his predecessors. It is a striking fact that Bernini's works for Louis XIV -the designs for the Louvre as well as the portraits of the king -are almost devoid of any royal or dynastic references such as crowns, ancestor portraits, and fleurs-de-lys. Colbert complained bitterly about this austerity even while Bernini was in Paris. But there is more here than meets the eye (or rather than does not meet the eye), for implicit in this 'heredity-restraint' is the subversive view of the ruler as a man endowed with noble ideals but whose merit derives not merely from his noble birth but from his heroic virtue and labours. Bernini had the temerity to say precisely this to Louis himself on the eve of his departure from Paris to return to Rome. The two men had taken an immediate liking to each other, and the young king wished the aging artist could stay to finish his various projects. Having put the finishing touches to the bust, Bernini said that his only regret was 'that he was obliged to leave; he would have been happy to spend the rest of his life in [the king's] service, not because he was king of France and a great king, but because he had realized that [Louis's] spirit was even more exalted than his position. ' 43 Both aspects of this provocative combination of values -a God-given right to rule vested in one who earned it through the exercise of virtue -were stated expressis verbis on two complementary medals commemorating the statue that were struck in Rome, doubtless under the aegis of the pope. 44 One bears the inscription HAC ITER AD SUPER OS, 'this way to the gods,' in allusion to the arduous peak of virtue and self-conquest which the victorious h~ro surmounts ( fig. 21.18 ). This was a pre-eminently Herculean sentiment, associated espe-21.18. Antonio Travani, medal of Louis XIV. Photo courtesy of Biblioteca Apostolica Vaticana, Rome.
cially with the theme of Hercules at the Crossroads; the hero chooses the difficult path of righteousness over the easy road to pleasure, thereby expressing the supreme Stoic virtue, conquest of the self. 45 Bernini had himself invoked the idea in his plan to place guardian figures of the demigod, identified with fortitude and labour, flanking the entrance to the Louvre. He explained to the king that Hercules 'by means of his fortitude and labour is a portrait of virtue, which resides on the mountain of labour, that is, the rocky mass; and he says that whoever wishes to reside in this palace must pass through virtue and labour. This thought and allegory greatly pleased His Majesty, to whom it seemed to have grandeur and sententiousness. ' 46 In architectural terms, Bernini here referred to one of the most illustrious Roman structures, the double temple of Honour and Virtue -so arranged that one had to pass through the one to reach the other. 47 The image that echoed in Bernini's mind must have resembled the frontispiece of the most popular of all the Jesuit tracts on Christian political theory, Diego de Saavedra Fajardo's Idea principis christiano-politici, published in the Brussels edition of 1649 ( fig. 21.19) . 48 Hercules guides the armoured Christian prince, who crushes the Hydra of heresy underfoot, through an honour guard of virtues 21.20. Antonio Travani, medal of Louis XIV. Photo courtesy of Biblioteca Apostolica Vaticana, Rome.
along the path that leads up to the temples at the summit, inscribed RAC ITUR AD ASTRA, 'This way leads to the stars. ' 49 The other medal ( fig. 21.20) carries the sharpest challenge to princely rule, in the motto inscribed on the flags that would have wafted the bounding equestrian heavenward: ET MAI OR TITULIS VIRTUS, 'Virtue is greater than titles ' -astonishing on a monument to Louis XIV, the Sun King.
Underlying all these conceits one can discern a radical principle that the true basis of just rule lay in individual virtue and self-control rather than in inherited rank and unbridled power. While giving form to the concept of the prince-hero Bernini defined it in a way that challenged the very foundations of traditional monarchist theory, including even that of the anti-Machiavellians. 50 In his works of political intent, he created a revolutionary new means of visual expression to convey a revolutionary new social ideal.
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NOTES
Except for a few added references, this paper was first presented at the Ignatian year colloquium 'Les jesuites et la civilisation du baroque (1540-1640),' organized by fig. 230 ). 50 It is interesting and important to note that Bernini's conscious effort to infuse the resemblance of portraits of the sort required by Louis with 'that which belongs in the heads of heroes' was embedded in his very method of creating them: after studying the 'sitter' carefully in action he worked almost always from the imagination, looking only rarely at his drawings, but inward to the ' idea' he had of the king: 'Jusqu' ici ii avait presque toujours travaiUe d'imagination, et qu'il n' avait regarde que rarement Jes dessins qu' il a; qu' il ne regardait principalement que la dedans, montrant son front, oil il a dit qu'etait l' idee de Sa Majeste; que autrement ii n'aurait fait qu'une copie au lieu d'un original, mais que cela lui donnait une peine extreme et que le roi, lui demandant son portrait, ne pouvait pas lui commander rien de plus penible: qu'il tacherait que ce fUt le moins mauvais de tous ceux qu'il aura faits ; que, dans ces sortes de portraits, il faut, outre la ressemblance, y mettre ce qui doit etre dans des tetes de heros' (Cbantelou, Journal, pp. 72-3, 29 July 
